unambiguous reflection of a monolithic, "dominant ideology.,' Rather, we wish to examine the practices and discourses of functional mrsic,"how they have evolved historically, their role in the regulation of work and consumption, and their reproduction of particular kinds ol economic, spatial, and symboli. po-.. relations.
Drawing on Foucault's (1980) analysis of the ptwer/knowledge nexus, we examine how functional music emerged as a ,,disciplinary technolofr,,, in the workplace, particularly within the labor processes of Fordism and Taylorlsm. Muzak,s research and programming strategies are then considered as e"amples of the transferral of rational, scientific, and medical discourses about the ,,body,, into the field of industry. Recovering aspects of Adorno,s (l94lllgg0) u".o,_,rrt of the standardiza_ tion of "popular music," we then examine the textuai forms of Mu zak and some of their accompanying marketing ideologies. Finally, we look at the reconfiguration of functional music under emerging "post-Fordist,, regimes of consuniption and production.
}IARD I-ABOR AND EASY LISTENING: MUZAK AND POWER IN THE WORKPI-ACE
Foucault (1980) has shown how specific practices of power that emerged in the late seventeenth and early eighteenth centuries were a precondition and ,,fundamental instrument in the constitution of industrial capitalism and of the tlpe of society that is its accompaniment" (p. 105). Foucault speaks of "disciprinary iechnorogi.si, that arise in specific institutions-prisons, hospitals, schools, iu.to.i"r-but sJbse_ quently become general formulae of domination, operating throughout the social body as a whole (Dreyfus & Rabinow, r9B2) . For Foucault, ihese practices of power operate in more diffuse, depersonalized, and anonymous ways, through deiaited routines and functions that can be measured and regulated around a no"rm. power, for Foucault, is "productive" as much as it is simply;,repressive.,, It solicits *uy, of thinking, self-understanding, and self-discipline. Po*e. is exercised on the mlnds and bodies of individuals through the regulation olconsciousness and ,,feelings.', It operates directly on the body, on its physiological processes and sensations, wiih the aim of forging a "docile body" that may b. ".rbj..ted, used, transformed and improved" (Foucault, 1979, p. 136 ).
Foucault's notion of an intimate and reciprocal relationship between the exercising of power and the production of knowledge has proved io be one of'his most radical insights. For Foucault, the human and social ,.i.r.., have been embroiled in practices of power from their very inception. The discourses of behavioral social science, in particular, were founded on conceptions of normality and scientificity derived from the rational, causal, and positivistic discourses of biological and medical sciences (Smart, l9B5) . Through their elaboration of forms of cl"assifying, objectifying, and monitoring olpeople, the discourses of disciplines such as criminology, psychology, and medicine were inextricably bound up with the ratification of social institutions such as the prison, the hospital, and the iactory. Such institutions became "laboratories" of observation from which bodies of knowiedge about people were accumulated. These knowledges contributed to an enhancement and iefine- (Smart, l9B5; Thompson, 1967) . Taylor saw that the key to increasing output was to remove knowledge and control over the production process from labor and to place them in the hands of management. That knowledge, in the form of time and motion studies that examined the physical movements of workers with detailed precision, was then returned to the worker through practices that were exercised directly on the human body.
It was into this ensemble of social and technical relations that functional music was first introduced as a "disciplinary technology." A number of precedent schemes for piping music into domestic, work, and public spaces had existed since the turn of the century (Hulting, lgBB) .3 Experimental medical research on the physiological and psychological effects of music on human behavior had also been conducted since the late nineteenth century. These studies found that music had the ability to effect changes in blood pressure and muscular effort, and to increase respiration and pulse rates.4 Recognition of the potential industrial application of these findings was not far behind, and clinical uses of music to stimulate mind and body were soon being transferred into the fields of business and industry (Hulting, 19BB (Lader, 1950 (Friedrich, l9B4) , and by 1946 Muzak was installed in the workplaces of most major American firms, with separate programs for offices and factories (Cooke, 1946 Muzak thereby attempted to create its own particular organization of time in the workplace but to restrict any sense of temporal movement within a highly rationalized and ordered sound structure. These structures were the product ofvery specific methods of musical composition.
MUZAK AS CULTURAL FORM AND IDEOLOGY
The point is to make the worker feel better, because if he feels better, chance s are he will work better. There are a number of striking parallels here between Adorno's (1941 Adorno's ( /1990 account of a standardized "popular music" and the characteristic features and forms of Muzak. The analogies are perhaps more than coincidental given Muzak's origins in the interwar era, the same era in which the Tin Pan Alley radio music analyzed by Adorno was at the peak of its popularity. The arrangements, lyrics, and melodies of popular songs in the Tin Pan Alley era were subject to a similar process of rationalization and streamlining (Adorno, 1941 (Adorno, /1990 ). Popular songs, in both contexts, were constructed like cars on an assembly line, their parts and components interchangeable (Gendron, 1986 (Middleton, 1990) . Features such as rhythm, tempo, and timbre were manipulated to achieve different musical effects, a process that Adorno called "pseudo-individualization."
Both "serious" music and "folk" forms, like jazz, blues, gospel, and country, were CSMC JONESAND SCHUMACHER subjected to an homogenizing process, to be served up to the ristener in predigested forms. Adorno (1945) crich6d arrangements, racking in abrasive ,orr"., h?tro11 ambiguity,.or rhythmic complexity,"a mrsi.*hor.'fo.,rs were almost wholly dictated by their function (Radano, l9fi9 It transforms and subtly redirects music's psychic ".#o,,,f into images and meanings that are socially acceptable and controllable within a disciplinejr.ttirg (Husch, l9B4 terms of a particular, bourgeois conception of domesticwell-being (Radano, 1989, p. 456).Its aim is precisely to make one "feel at home" whether in an office, factory, or airplane. That these cultural effects might have particular implications for women workers was not lost on industrial managers, who recognized early on music's potential as an instrument for maintaining efficiency among female employees specifically (Hulting, l9BB) . with the rising numbers of women workers in the post-war era, the possibilities of gender-specific music programming in the workplace became increasingly evident. Frith and McRobbie (1978-1979) noted that in Britain many employers in the service industries provided piped music or pop radio for their predominantly female work forces. "Music, like clean and pretty industrial design, is thought to soften the work place, making it homely and personal, increasing female productivity and lessening female job dissatisfaction" (p. 1 1).
To introduce popular music into the workplace, with its implicit connotations of entertainment, is to blur the distinction between work and leisure, factory and home. Popular music supplied by the management, Frith and McRobbie (1978-1979) have argued, can be an attempt to deliberately loster a feminine culture in the workplace. Pop's romantic conventions function to bring the sphere of the personal (the home) into the sphere of the impersonal (the factory). By feminizing the workplace, music encourages women workers to discount the boredom of repetitive work, deflecting them from more threatening collective activities.
One of the cornerstones of Muzak's marketing ideology has long been its claim to increase efficien-cy and productivity among all workers, male and female, in factory and office alike.s One of the principal ways this has been accomplished, according to Muzak, is through the improvement of morale and the creation of a sense of "community" among employees. originally, during wartime, functional music had been designed to "put shop-talk into the background" and build "factory goodwill," with medleys featuring employee requests and sing-alongs ("Wired Music for Wartime," 1942, p.59). In 1946, Harry E. Houghton, then president of the Muzak Corporation, had promoted Muzak as a "morale builder." Houghton described its impact on workers who, he claimed, "used to drag when they came on for their ten-hour shift" but who now "practically dance to their machines" following the installation of Muzak (Cooke, 1946, pp. 2+5-2+6).Later, Muzak was represented as a "democratizatton" of "good music," promoting the "sharing of meaning,, by "massifying a symbolism in which all can participate" (James Keenan, quoted in Friedrich, 1984, p. 110) . Management very often liked to present background music as a "gift" to their work force, a signal to their employees that they were trying to create a warm, friendly environment (Baldwin, l9B2; Lery, I 965).e The chief aim of Muzak, in the Corporation's marketing ideology, continues to be that of humanizing the workplace, making workers feel more in control of their environment, more cared for by their employers, and generally more "huppy" (Muzak corporation, 199 (Yoder, 1958 The most important shift during this period, however, was the expanded use of programmed music in the retail and service sectors. The growing application of Muzak to the management of consumption, rather than production, reflected the wider transition from a manufacturing to a service economy in the post-war period. In supermarkets, for example, music attempted to accommodate and lengthen the shopper's stay in the store by creating a "pleasant" atmosphere and by turning browsing into buying. Slower-paced music was specifically chosen to relax shoppers, make them walk more slowly, and thereby encourage them to spend more time in the store and make more purchases (McDermott, 1990 (Eckel, l9B9) . In the office, too, music is now increasingly used as an "environmental tool of management" and presented aS an integral part of "office ecology" and "landscaping" along with climate control, proper lighting, and color schemes (Jarvis, 1976, (Meyer, lgBB) .I; In this system, radio programming and music services can be relayed directly to receivers at the user site, where subscribers are able to choose different fo..rrui, through data entry. One example of this is the phenomenon of in-store radio broad.uriirrg, or "storecasting," where retailers can commission customized, chain-specifi..udt programming and point-of-purchase advertising (Meyer, l9BB;  Wollenberg, lgBB).t5
The reslucturing of the functional music industry described here is just one instance of the broader shifts in patterns ol capitalist accumulation that have occurred over the last quarter of a-century, shifts toward post-Fordist regimes of production and consumption. While Fordist modes of accumulation were characterized by tendencies toward centralization, standardization, and economies of scale, post-Ftrdist patterns are characterized by d,ecenttalization, diversification, specialization, and mobility ol production and distribution (Harvey, l9B9) . Under postFordism, capitalist atcumulation relies increasingly on "flexibility" in terms of labor markets, products, and patterns of consumption. Profitability lests on the capacity to manufacture a variety of commodities, with shortened "half lives," cheaply and in small batches (p. 147). Flexible production of goods and services requires an acceleration of product turnover and corresponding shifts in modes of consumption' According to Hirvey, these patterns are manifested, culturally, in a much greater attention"to quick-changingfashions and a more sophisticated mobilization of all the artifices of need inducement.
In its initial pattern of deployment, as a standardized, homogenous form, distributed en masse from a central transmission point, Muzak was perhaps the epitome of Fordist modernism. The rise olforeground music, however, represents a fundamental shift away from this earlier system of uniform, preset programs and schedules, to one of much greater client control over programming and more responsiveness to subscribers'demands. In these newer systems, music is tailored to suii the needs of each client, by creating the appropriate consumption environment to match the appropriate commodities and consumers. This trend has been accompanied by a ioriesponding shift in musical emphasis away from homogenized instrumental versions of pop standards to a greater diversity of musical selections by original artists. Foreground music is an example of the general trend toward anc"illary uses of mrsic within media industries, where profits are derived from the sales of i'rights" to use recorded music in film, television, or advertising, rather than from direct sales to consumers. Popular music is now increasingly harnessed to CSMC JONES AND SCHUMACHER diverse forms of profit making and sold as a "service" in terms of its ability to attach value to other, diverse commodities (Frith, 1989) .
The economic and cultural transitions entailed by post-Fordism have subtly reconfigured the forms and uses of functional music. In the post-Fordist era, the command of space has become an increasingly important source of power in and over work, leisure, and everyday life. The profitable use of that space, and the regulation of consumption within it, is now crucial to the successful functioning of capitalism (Harvey, l989) . Orderlyconsumption requires particular spatial arrangements of commodities and consuming subjects. Programmed music systems have come to play an important role in the reproduction of this social and symbolic order.
They are used to mark out and aestheticize these spaces, to invest them with symbolic meaning, and to define the relations of the self, to goods and to others in ways that enhance commercial interests.
CONCLUSION
It slips into the growing spaces of activity void of meaning and relations, into the organization of our everyday life: in all of the world's hotels, all of the elevators, all of the factories and offices, all ofthe airplanes, all ofthe cars, everywhere, it signifies the presence of a power that needs no flag or symbol: musical repetition confirms the presence of repetitiveconsumption,of theflowof noisesasersatzsociality. (Attali, 1977 (Attali, /1985 functional music, power is exercised through the production and regulation of these srbjectirrities, and^ the disciplining of feelings and emotions-It is a power whole p".por. is to create "untroublesome" and "useful" social subjects (Gorbman, 1987, alt is now accepted that music has the ability to create affective states and impulses that are not monitored by the analytical/cognitive portion oithe brain and that touch unconscious associations and levels of mental activity that ar; "o.rr""t"d *ith lormative, emotional, and physiological experiences'-It has been shown, fbr example, that sounds below the threshold ofconscious hearing can be registered by the human brain. This partly explains why the impact of background music on its "listeners" is olten relatively unconscious (Rosenfeld, 1985 sMuzak has conducted a number of its own studies of the effects of programmed music on the work performance of employees. For example, in a study conducted ln't95B in the accounts payable department ofLever Brothers, typing errors were lound to be reduced by 38.6% among check typers as a l:.."Jt 9I_M"r1k being played (Zipser, 1958) . Similar studies were conducted at Blacklnd Decker, Blue Shield/United Medical Services Inc., Bulova Watch Co., and Mississippi power and Light Company (Muzak Corporation, 1974) .
eSignificantly, though, labor rarely has any decision-making power over the deployment of Muzak, and it is seldom purchased for executive offices. 10The Muzak Corporation claims that 907o or more of the people who are exposed to its music enjoy what they are hearing (Macleod, 1979) ; Yale, 1970 Yale, -1971 llWhile in these contexts background music was used to construct an indoor, ',public,, environment, in others it was used to create outdoor "soundscapes," lor example at tourist landmarks and places of "natural" beauty. Lull (1987) Mccormick, 1991, p. 102) .Jonathan poneman, an ex-employee of Muzak and co-founder ol the Seattle independent record label Sub Pop Records, had a diffeient view of this trend, however: "Basically, it comes down to taking songs rich with subjective meaning and emotional content, sapping them of their meaning, then exploiting and reshaping them into the musical equivalent of track lighting for spoiled whining yuppies" (euoted in Mccormick, 1991, p. 102). l3lt is interesting to note here that Umberto Muscio, Muzak's president lrom 1966 to 1980, formerly worked lor Fedders, the air conditioning company, and saw continuities between air conditioning and Muzak as ways to improve the work environment (McDermott, 1990) . Kirk Anderson, former gelneral manager of Boston's Muzak office, made a similar point while commenting on the Field Corporation,s takeover olMuzak lrom Westinghouse: "Westinghouse never really understood us. They put us with the radio group but we should have been with office furniture" (euoted in McDermott, 1990, p. 7l) .
IaIn 1989, Muzak formed a partnership with the Weggener Corporation, a company that develops products lor satellite transmission ofaudio, data, andvideo (Eckel, 1989 (Wollenberg, l9BB) .
